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1. Introduction: The Delphi Process for 
Playing beyond CLIL 

 

 

The Delphi process involves analysis of selected key articles and 

documents which represent the underlying principles of PbC by a team 

made up of individual members.   In all over 20 articles were selected by 

the teams for analysis using a key principles synthesising process (the 

Delphi process). Individual team members highlight main points or ideas 

in each paper using yellow and green, before sharing, merging and 

constant discussion until consensus is reached with regards to the 

emergent key principles. These principles are those which form a bridge 

between the theories and academic backbone of pedagogies which 

relate to PbC and the critical enactment of these through classroom 

practice by teachers and their learners. 
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Key Strands of the Erasmus Proposal 

● PluriLiteracies (PDL) and related pedagogies 
● Drama, games-based pedagogies 
● Dynamic Assessment 

 

 

Emergent focus for Erasmus OI 2 

1. Pedagogic practices 

2. Learning ecologies: Teachers as designers, Learners as enquirers 

 

Delphi-selected articles 

Pluriliteracies and Pluriliteracies for Deeper Learning (PDL) 
  

Coyle, D. (2018) The Place of CLIL in (Bilingual) Education, Theory Into Practice 

57(3), 166-176 

  

Coyle, D., Halbach, A., Meyer, O., & Schuck, K. (2018) Knowledge Ecology for 

Conceptual Growth: teachers as active agents in developing a pluriliteracies 

approach to teaching for learning (PTL), International Journal of Bilingual Education 

and Bilingualism 21(3), 349-365. 

  
Dalton-Puffer, C. (2013). A Construct of Cognitive Discourse Functions for 

Conceptualising Content-language Integration in CLIL and Multilingual Education. 

European Journal of Applied Linguistics 1(2), pp. 216-253. 

 

Meyer, O., Coyle, D., Halbach, A., Schuck, K & Ting, T (2015) A Pluriliteracies 

Approach to Content and Language Integrated Learning – mapping learner 

progressions in knowledge construction and meaning-making, Language, Culture 

and Curriculum 28(1), 41-57. 

  

PluriLiteracies website https://pluriliteracies.ecml.at/ 

  



21.12.2018  

 4 

Pedagogic practices (drama/games-based) 

Andersen, C. (2004). Learning In" as-if" Worlds: cognition in drama in education. 

Theory into practice 43(4), 281-286. 

Bowell, P., Heap B. S. (2012) Planning Process Drama – enriching teaching and 

learning 2nd ed. London, Routledge 

  

Cockett, S. (1997). Drama, Myth and Parable: problem-solving and problem-
knowing. Research in Drama Education: The Journal of Applied Theatre and 

Performance 2(1), 7-20. 

Dawson, K. and Lee, B. K. (2012) Drama-based Pedagogy: activating learning across 

the curriculum. Chicago, Intellect Ltd 

Fraser, D., Aitken, V., Price, G., and Whyte, B., (2012) Inquiry Learning, drama and 

curriculum integration Set: Research Information for Teachers 3, NZCER Press, 32-

40. 

Heathcote, D., and Bolton, G., (1995) Drama for Learning: Dorothy Heathcote’s 

Mantle of the Expert approach to education. Portsmouth, NH Heinemann 

Hough, B. H., & Hough, S. (2012). The Play was Always the Thing: drama’s effect on 

brain function. Psychology 3(06), 454-456. 

Macy, L. (2016) Bridging Pedagogies: drama, multiliteracies, and the Zone of 

Proximal Development. The Educational Forum 80(3), 310-323. 

Piazzoli, E. (2010) Process Drama and Intercultural Language Learning: an 

experience of contemporary Italy, Research in Drama Education: The Journal of 

Applied Theatre and Performance 15(3), 385-402. 

Piazzoli, E. (2012). Engage Or Entertain? The Nature of Teacher/Participant 

Collaboration in Process Drama For Additional Language Teaching. Scenario 6(2), 

28–46. 

Wells, G. (1994). The Complementary Contributions of Halliday and Vygotsky to a 

“language-based theory of learning.” Linguistics and Education 6 41–90. 

Wells, G. (2000). Dialogic Inquiry in Education: Building on the legacy of Vygotsky. 

In C. D. Lee & P. Smagorinsky (Eds.), Vygotskian perspectives on literacy research: 
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Constructing meaning through collaborative inquiry 51–85. Cambridge, England: 

Cambridge University Press. 

 
Learning Ecologies 

Dynamic Assessment 

Hattie, J., & Timperley, H. (2007). The Power of Feedback. Review of educational 

research 77(1), 81-112. 

  
Lo, Y. Y., & Fung, D. (2018). Assessments in CLIL: the interplay between cognitive 

and linguistic demands and their progression in secondary education. International 

Journal of Bilingual Education and Bilingualism 1-19. 

  

Massler, U., Stotz, D., & Queisser, C. (2014). Assessment Instruments for Primary 

CLIL: the conceptualisation and evaluation of test tasks. Language Learning Journal 

42(2), 137-150. 

  

O’Dwyer, F., & de Boer, M. (2015). Approaches to Assessment in CLIL classrooms: 

two case studies. Language Learning in Higher Education 5(2), 397-421. 

 

Austin’s Butterfly https://www.youtube.com/watch?v=hqh1MRWZjms 

Plurilingual, pluricultural contexts 

 

Prasad, G. (2015). Beyond the Mirror: towards a plurilingual prism: exploring the 

creation of plurilingual ‘identity texts’ in English and French classrooms in Toronto 

and Montpellier. Intercultural education 26(6), 497-514. 
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2. A theoretical basis for Pluriliteracies for PbC  
 

The following document serves to establish the key fundamental 
concepts of a Pluriliteracies approach to learning. 

If all students are to learn effectively, they must become literate to learn in different 

areas of the curriculum across the phases of learning (Queensland Government, 

Department of Education and Arts, n.d., p. 4) 

As learners become increasingly pluriliterate they will be enabled to construct and 

communicate knowledge purposefully and successfully across subjects, languages 

and cultures. Learning through another language using a pluriliteracies framework 

will prepare learners for lifelong learning in multilingual societies as creative and 

responsible global citizens.  

The Construct 

1. Pluriliteracies for deeper learning (PDL) involves designing and building a 

learning environment which is dynamic and ecological in nature. It promotes 

the development of transferable 21st century knowledge and skills such as 

critical & creative thinking, problem-solving, effective communication, 

collaboration and responsibility. Risk-taking and mistakes are embraced as 

excellent opportunities for growth and learning. 

2. PDL requires learners to develop and deepen their factual and conceptual 
understanding of subject/thematic content and communicate this 
understanding in discipline-specific ways. This means that learners need to 
learn how to apply subject-specific skills and strategies in different areas of 
the curriculum.  

3. Deeper learning occurs when learners are actively engaged in the processes 

of constructing and communicating knowledge. As thinking develops from 

the concrete to the abstract, learners have to demonstrate their 

understanding at increasingly complex levels. This involves languaging. 

Languaging is where learners demonstrate/express their own understanding 

in their own way through tasks and activities using increasingly subject-related 

discourse, texts and genres.  
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4. Knowledge pathways develop in four major activity domains: doing, 

organising, explaining & arguing (see figure 1).  Tasks and activities are 

designed and co-constructed to engage learners in knowledge pathways 

through a growing command of multimodal forms or representation (e.g. 

charts, maps, tables, formulas, drawings, symbolic enactment).  Deeper 

learning also involves guiding learners to critically reflect on and self-regulate 

their own learning.  

 

Figure 1 

5. Progression becomes visible as learners communicate knowledge and 

demonstrate skills and understanding through 

● the ability to critically extract and evaluate information from increasingly 

complex and multimodal texts.  

● growing mastery of subject specific genres and texts in an appropriate 

style. 

6. Ecologies for deeper learning create safe and inclusive spaces which allow 

learners of all ages and levels to advance their understanding through 

engagement, effort and resilience. Adapting a holistic approach (i.e. the four-

sided model – see figure 2 ) incorporates affective factors, learner 

engagement, mastery-orientation and reflection in order to emphasize the 

impact of well-being and mindsets on deeper-learning.  
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 Figure 2 

7. Educating for deeper learning and personal growth requires a shift in thinking 

about learners’ and teachers’ roles. It involves a highly pro-active role by 

teachers who mentor learning and use dynamic and multidimensional 

scaffolding, feedback and assessment to support deeper understanding and 

personal growth. For learners to develop growth mindsets, the development 

of learning partnerships with teachers and peers is fundamental.  

 

Design Challenges 

● Language Use for real world problems: Developing pluriliteracies means 

developing learners’ ability to use language to construct meaning in explicit 

ways for a generalized audience and to engage with unfamiliar interpretations 

of experience that are different from their own. [ … ]. In bilingual 

education/CLIL settings, this means developing learners’ ability to participate 
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in the institutionalized, technological and political discourses of a globally 

connected world. 

 

● Cognitive Discourse Functions: (CDFs) at the core of academic discourse, lie 

at the interface between thinking and language (Bonnet, Breidbach, & Hallet, 

2009, p. 175; Zydatiß, 2007; see also DaltonPuffer, 2013). They provide 

speakers with the bridge (schemata - discursive, lexical and grammatical- for 

the task of building knowledge and making it intersubjectively accessible) 

making explicit the language functions specifically related to conceptual 

understanding in subject specific ways. 

 
 

● Languaging: Pluriliteracies development is the growing ability to 

‘express/verbalise’ subject-specific concepts or conceptual knowledge in an 

appropriate style using the appropriate genre and genre moves for the 

specific purpose of the communication in a wide variety of modes. Three key 

determinants: What is the context of the discourse, who is our audience and 

what is the purpose of our discourse production?  

 

● Assessment 1: An alternative way of assessing learners’ progress along the 

knowledge pathway requires evidencing their ability to ‘language’ subject-

specific concepts/domain knowledge. Making connections which evidence 

meaning (instead of reaffirming prior knowledge contextualised at a surface 

level) requires learners to use language in different ways. For example, 

explaining cause and effect or temporal sequence relies on appropriate use 

of language which can be understood by others and self -according to 

different stages of development. 

 

● Assessment 2: The assessment of content requires a language-based theory 

of knowing and learning that addresses characteristics of literate language 

use in all modalities, but a major difficulty lies in the fact that the L2 

community cannot as yet readily draw on a theory of language that places 

meaning and content in the centre of its interest. (Mohan et al., 2010, p. 220) 
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Key Words 

PDL (PluriLiteracies for Deeper Learning) 

Problem-solving, critical and creative thinking, effective communication 

Games-based approach to learning 

Subject-specific literacy development across languages 

Languaging  

Knowledge pathways 

Cognitive Discourse Functions 

Scaffolding for specific strategies and skills 

Learning Partnerships/mentoring learning 

Ecologies of learning (growth mindsets, mentoring, scaffolding) 

Learner engagement (resilience, mastery orientation) 

Integrated assessment 
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3. Key Practice Principles for PbC 

3.1 Pedagogic Practices (Drama, games-based approaches) 

3.2 Learning Ecologies: Teachers as Designers, Learners as Enquirers 

 

3.1 Pedagogic Principles for Practices (process drama/games-
based approaches and connectivity with pluriliteracies for deeper 
learning PDL) 

Process drama can offer participants the possibility to experience dramatic worlds, 
reflect, analyse and change as a result of the experience; it engages the body and 
the mind not only to produce appropriate language, but also to express emotions 
and ideas through non-verbal communication, arguably a fundamental dimension to 
language learning 

… pedagogy is a complex integration of four factors: Situated Practice based on the 
world of learners’ Designed and Designing experiences; Overt Instruction through 
which students shape themselves an explicit metalanguage of Design; Critical 
Framing, which relates meanings to their social contexts and purposes; and 
Transformed Practice in which students transfer and re-create Designs of meaning 
from one context to another. (NLG, 2000, p. 31) 
 

1. Two types of approaches – the iconic (product) and dialectic (process): Iconic 
i.e. presentation of values as they exist through a shared understanding 
celebrating cultural artefacts; the dialectic: challenging values typically 
involving problem-solving. Dialectic resonates with PDL.  

Example: in the story of the Sleeping Beauty: the witch – iconic: solve the 
problem of keeping the princess away from the bad fairy; dialogic: why is the 
bad fairy bad? What’s going on? 

2. Process drama approaches incorporate the games-based approach which 
must focus on sense/ meaning making. This suggests an enquiry approach to 
task-design and problem solving – resonates with PDL. 

3. Situated learning in an authentic context aids cognitive development. Process 
drama, through the technique of the Mantle of the Expert, can be SL which places 
the thinking within a role that better allows the learner to examine cognition as an 
external object, a key milestone in the development of metacognitive control (Kuhn, 
Garcia-Mila, Zohar, & Andersen, 1995).Here learners take responsibility for their 
learning in a role reversed from the traditional method: Acquiring implicit 
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knowledge, grounding theoretical knowledge, learning in everyday rather than 
academic contexts, facilitating transfer across domains, acquiring habits of mind, 
changing motivation. 

4. Develop a sense of metaxis: hold two worlds simultaneously in your head: 
‘real’ What we think of as real is located neither in our minds alone, nor in the 
external world, but in the interplay between the two created in language and 
story (Hardy 1968) links with pluriliteracies: merging fictional and factional. 

 

5. Story creates rather than defines the world we live in – it then becomes 
important to differentiate between types of story e.g. myths and parables 
‘imagined’. Strong emphasis on enquiry approach to games/drama to 
integrate curriculum (CLIL). Enquiry approach focuses on skills such as critical 
thinking. Critical thinking in PDL involves genre awareness, discourse 
awareness, positioning etc. 

 

6. Difference between problem solving and problem knowing is fundamental 
and impacts on ASSESSMENT 

 

7. Dynamic assessment linked to inquiry approach is essential: do, organise 
explain and argue (explore reflect explain:) congruent with PDL. Key to 
dynamic assessment is the need for learners to demonstrate how they have 
constructed meaning. e.g. Technique of Mantle of the Expert: dialogue 
between two scientists? Repositioning of students as experts 

 

8.  Enquiry based approach is learner driven: less about reaching solutions and 
more about tolerating ambiguity… NON-LINEARITY IS KEY otherwise 
learners simply follow a sequence of steps which is surface level rather than 
deeper learning. 

  

9. Learners do need to be supported in their problem identification, knowing 
and /or solving i.e. teacher scaffolding and learner strategies. 

 

10. Enquiry fused with process drama/games approach: enables assessment – 
about learning not performance (unless built in as a criterion for assessment in 
the curriculum) 
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11. The depth of the problem solving: something challenging and real world: 
core of pluriliteracies… so not facile solutions to big problem using fictional 
BUT authentic contexts 

 

12. Affective nature – motivation, 4-sided model of PDL is fundamental in games-
based interpretation. 

 

13. Requirement to engage with ethical issues as they arise. 

 

 

 

Key Constructs for pedagogic practices (drama and games based) for 
PDL 

 

● Process approaches are dialectic and involve skills such as problem solving 
and critical thinking 

● Focus on meaning-making in fictional but authentic contexts (i.e. 
simultaneous awareness of the fictional and factional). Involves learner 
awareness of different types of story and their impact/focus  

● Enquiry-based approach (challenging, non-linear, learner-centred, 
demonstrate meaning -making) 

● Difference between problem-solving and problem-knowing is fundamental. 
Involves ethical awareness and intercultural understanding 

● Assessment approach must involve dynamic assessment based on knowledge 
pathways (doing, organising, explaining and arguing) for deeper learning 
(rather than performance) which involve effectively language using dialectic 
processes demonstrated through games/drama. 

● Teachers will need to scaffold the learning and develop learner strategies to 
engage in the above. 
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Key words 

 

Process approach rather than performance 

Enquiry-based approach/learner-centred 

Problem-identification/ problem-knowing/problem-solving 

Critical thinking  

Languaging – requires specific use of PDL language tasks in bilingual contexts 

Teacher scaffolding for learner strategies 

 

Key Constructs for PluriLiteracies Approach to Deeper Learning- PDL) 
and pedagogic practices 

When the two areas are put together there are obvious overlaps and clear synergies 
in terms of the overarching pedagogic approach to be adopted and adapted. Those 
where there is no direct overlap will need to have a specific focus in terms of teacher 
designing tasks and sequencing. 

Problem-solving, critical and creative thinking, effective communication √ 

Games-based approach to learning √ 

Subject-specific literacy development across languages 

Languaging √  

Knowledge pathways √ 

Cognitive Discourse Functions 

Scaffolding for specific strategies and skills √ 

Learning Partnerships/mentoring learning  

Ecologies of learning (growth mindsets, mentoring, scaffolding) 

Learner engagement (resilience, mastery orientation) 

Integrated assessment √ 
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3.2 Learning Ecologies: Teachers as designers, learners as 
enquirers 

a) Dynamic Assessment 

 

Strategies for combining content and language asssessment 
Investigating the CLIL programmes in Germany and Switzerland, Massler, Stotz, and 
Queisser (2014, 142–143) have proposed a model for CLIL assessments, comprising 
the dimensions of ‘subject-specific themes’ (i.e. content knowledge), ‘subject-specific 
skills and competencies’ (i.e. cognitive skills such as observing, describing, and 
explaining) and ‘foreign language communicative competencies’. Based on this 
model, the researchers have designed different assessment tasks which were trialled 
in primary schools in Europe implementing CLIL. 
 
Lo and Lin (2014) have proposed a framework for analyzing the demands of 
assessments in both content and language dimensions. In this framework, 
assessment questions are evaluated by their ‘cognitive demand’ divided into three 
levels, namely recall, application and analysis, which are condensed from the 
Bloom’s taxonomy (Bloom 1956; Krathwohl 2002). […] on top of the cognitive 
aspect, Lo and Lin (2014) were also interested in the linguistic demand of the 
questions. Along this other dimension of ‘linguistic demand’ are three levels of 
vocabulary, sentence and text. These three levels correspond to the various features 
of academic language identified (Schleppegrell 2004). 
 
The CLILA model with its three dimensions (subject-specific skills and competences; 
subject-specific themes; communicative competences in the foreign language) could 
also be used to analyse and describe existing CLIL practices as they present 
themselves in curricula, teaching materials and classroom teaching. 
 
Need to agree on a uniform set of principles and criteria for an integrated approach 
to formative assessment taking account not only of content and language but other 
factors. Where two or more sets of principles and criteria are proposed (and there is 
no agreement on a uniform ‘system’) then information on assessment should make 
clear which principles and criteria have been used. 
 
 
___________________________________________________________________________ 
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Suggested requirements for assessment in CLIL contexts 
Feedback at the process level appears to be more effective than at the task level for 
enhancing deeper learning 
  
A model that acts as a basis for generating CLIL learning and assessment tasks should 
meet 
a number of requirements: (a) it needs to be adaptable to a varied range of CLIL 
contexts 
and types (see Section 2 above), so it should neither be too general and abstract nor 
too 
specific; (b) it has to correspond with existing reference frames such as the CEFR or 
competence standards for science subjects (cf. EDK-CDIP 2011; GDSU 2002); (c) it 
needs to 
account for the dimensions of scientific literacy (cf. Bybee 1997; PISA 2006)5; and (d) 
it 
should reflect good practice as well as materials used in various types of CLIL projects 
and thus be empirically grounded. 
  
Learner involvement is a focus of Dynamic Assessment, in which assessment 
and instruction are seen as a single activity that seeks simultaneous diagnosis 
and promotion of learner development by highlighting underlying problems and 
implementing procedures that produce suggestions for interventions to facilitate 
improved learner performance (Lantolf and Poehner 2008: 273). 
  
The pedagogical goals should be mirrored and facilitated in the assessment practices, 
and assessment tools and self-regulation practices need to be developed and 
adjusted by both learners and instructors. 
 
Assessment in CLIL is multi-faceted and should respond to a variety of aims and 
needs. Careful thought needs to be given to practices, assessment tools and how to 
report assessment(s) in a meaningful way to all stakeholders (learners, teachers, 
parents, etc). 
 

Key Messages 

● Formative assessment needs to be adaptable to needs of different contexts 
and types 

● Key is learning (see Austin’s Butterfly) 
https://www.youtube.com/watch?v=hqh1MRWZjms 

● Dynamic assessment as an enquiry based approach to learner progression ( 
see 4.1) 
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● Correspond to existing frames of references (e.g. CEFR) and subject 
competence 

● Needs to take account of literacies 
● Reflect pluriliteracies practices for formative dynamic assessment 
● Explore rubrics - learner enquiry suggests co-construction  of rubrics WITH 

learners 
● mentor learning not the learner 

 

b) Creativity 

Key messages 
 

● There is considerable variability in the approaches used to teach and improve 

students' creativity among schools, educators and subject areas. There is a 

need to measure the effectiveness of the teaching methods used to teach 

creative methods. It is also possible that college teachers would benefit from 

more training in teaching specific creativity techniques.  

● For example, the sociological model of creativity […] focuses on the effects of 

inputs (domain-related skills, creative-relevant skills and task motivation) and 

process on individual creative performance (Amabile 1983). The domain-

related skills refer to the storing of information by an individual about the 

problem domain.  The creative skill is an individual's ability to effectively apply 

creative problem-solving heuristics. Task motivation is necessary to the 

continuation of the process to the utilization of the other two inputs. According 

to Amabile's sociological model of creativity, these three inputs develop the 

ability of an individual to produce creative output. 
● Gow (2000) introduced the concepts of Type A and Type B creativity. Type A does not 

follow any rule, is free of habit or choice and cannot be taught. Type B creativity is 

what educators teach in their classrooms by the means of methods, tools, strategies, 

and other processes such as brainstorming, mind mapping, lateral thinking 

questioning, problem reversals and examination of opposites.  

 

Teaching Creativity  
http://web.a.ebscohost.com.ezproxy.is.ed.ac.uk/ehost/pdfviewer/pdfviewer?vid=1&
sid=00458fc1-ab9b-4c29-9358-4435ca4b1141%40sdc-v-sessmgr03 
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c)  Effect on Brain Function (2012) 

The Play Was Always the Thing: Drama’s Effect on  Brain Function 
http://dx.doi.org/10.4236/psych.2012.36064 
 

Key messages 

●  stimuli can affect human behaviors; to act in a way different from usual 
(through drama, for instance) requires response to a novel set of stimuli. Drama 
enhances student brains in a manner that sitting in a classroom for six hours 
cannot provide students. The arts and drama foster an environment for wanting 
to learn. 

 
● Catterall (Jensen, 2010) analyzed more than 25,000 students and found that 

students participating in drama surpass students who do not participate in 
drama, especially in the fields of reading and mathematics. 

 

● Andersen (2004), also, speaks of “greater cognitive gains [with students 
studying with drama] than students in a traditional classroom environment,” 
(Andersen, 2004):  

 

● More senses are activated compared to the absorption of knowledge in a 
classroom. The belief here is that when new knowledge is generated from 
within an authentic milieu, learning is viewed as more genuine, dynamic and 
meaningful. 

d) Defining Experts & Expertise – summary 

The learning location 
The knowledge that teachers develop is jointly constituted by their specific contexts 
of work and their own understanding of and responses to the contexts (Lave and 
Wenger,1991; Putnam and Borko, 2000). 
 
Learning in situ and the learning situation of teachers is in school/in the classroom is 
important and must be recognised in terms of developing expertise 
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Characteristics of an expert 
“there are certain ways of seeing and responding that present themselves to the 
individual in certain situations, and certain ways of seeing and responding that are 
not available to that individual” (ibid.). The critical difference between the expert 
teacher and the non expert teachers in this study is the how they interact with their 
specific contexts of work, of which they are a part, and how they see the possibilities 
that can be opened up for the effective achievement of instructional objectives. 
 
As Benner et al. Benner et al. (1996) observe that expert practice is characterized by 
the ability to “see” and “read ” the “salient issues in the situation” without imposing 
a preconceived set of expectations and to respond to them with increased intuition 
(p. 142). 
 
154). This awareness of the “big picture” in turn shapes their understanding of and 
their responses to the immediate context. 
 
These are characteristics of an expert, being able to understand a learning situation 
and combine theory, experience and action into an appropriate action/set of 
actions. 

 
Developing expertise 
the theorization of practical knowledge and the “practicalization” of theoretical 
knowledge are two sides of the same coin in the development of expert knowledge, 
and that they are both crucial to the development of expertise. 
 
Developing practitioners need to be shown how to do both, ie how to theorise 
practical knowledge and how to practicalise theoretical knowledge. This will lead to 
a more rounded teacher in terms of expertise. 
_________________________________________________________________________ 
 
Sharing expert practise 
The notions of “multiple expertise” and “distributed expertise” highlight the 
importance of fostering a culture of collaboration in which expertise can be pooled, 
and the importance of encouraging teachers to participate in professional discourse 
communities so that they can learn from each other. 
 
It is important to collaborate with experts in the various professional discourse 
communities (teachers, researchers, other agencies) to share knowledge and 
expertise on an on-going basis to contribute to effective continuing professional 
development. 
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e) Teacher’s role and Language 

● The teacher’s role is crucial as the ‘framer’ of the learning experience, with 
enough cognitive support to make the learning meaningful ( Christopher 
Andersen (2004) Learning in "As-If" Worlds: Cognition in Drama in Education, 
Theory Into Practice, 43:4, 281-286 JdeV Cognitive developmental 
psychology: The Mantle of the Expert and situated learning) 

● Encouraging spontaneous output and exploratory use of Target Language 
through improvisation (a process drama approach).‘Risk-taking, exploration 
and play are the essence of improvisation, the vehicle through which the 
language teaching/learning occurs’ (Eisner, 1975) 

● ‘The teacher and learners concurrently engage in four functions: playwright, 
director, actor and educator, negotiating a dynamic spiral of creative 
exchange’ (Bowell and Heap 2005) 

● Spontaneous and exploratory output of target language (L2 or subject 
specific discourse) in the classroom is enabled through a process drama 
approach, utilising two techniques used together Teacher-in-Role (TiR) and 
the Mantle of the Expert (MoE), thereby engaging students rather than simply 
entertaining them (‘the teacher-artist involves the students as active co-artists; 
the teacher-entertainer involves the students as passive audience’). Both MoE 
and TiR empower students by overturning the usual class dynamic: 

● TiR: TiR creates a change of interaction dynamics in the learning setting, i.e. 
power, agency, control and exposure to ‘authentic’ language registers (Van 
Lier, 1990). Contrasting teacher status vs teacher-in-role status engages 
participants in multidimensional dialogic communication, in line with 
sociocultural principles of language learning. 

● ‘When learners participate in spontaneous, symbolic play, taking on the 
personae of others, they can reach a developmental level above their actual 
level…’ Playing in a parallel reality enables safety, minimising anxiety and 
pressure, thus encouraging opportunities spontaneously to experiment with 
language. 

● Improvisation as an art is based on the principle of ‘accepting’, rather than 
‘blocking’ other players (Johnstone 1999) – i.e. teacher and students’ 
attitudes need to align in the language/drama classroom – this should be 
negotiated explicitly in advance. 

● In the drama/game: Students choose the direction themselves, because they 
have the agency and power to do so. They are highly engaged on both 
affective and communicative levels, this is reflected in their linguistic output. 
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(Piazzoli, E 2012 Engage or Entertain? The Nature of Teacher/Participant 
Collaboration in Process Drama for Additional Language Teaching Scenario 
2012/2) 

  

 

 

 

Mapping Pedagogic Principles  

for 

(Pluriliteracies) PbC Practices (Learning 
Ecologies) 

When learners participate in spontaneous, symbolic play, taking on the personae of others, they 
can reach a developmental level above their actual level…’ Playing in a parallel reality enables 
safety, minimising anxiety and pressure, thus encouraging opportunities spontaneously to 
experiment with language. 

 

 

Pedagogic Principles for PbC Practices which: 

 

1. generate problem-solving and critical thinking contexts 

 

 

2. have at the core of task design languaging for effective 
communication and meaning-making, and a safe space 
for spontaneity and exploratory language use 

 

 

3. use knowledge pathways: doing, organising, explaining 
and arguing to design authentic tasks and progression 
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4. promote development and understanding of cognitive 
discourse functions as well as language structures through 
variety of process-oriented explorations 

 

 

5. make transparent integrated formative assessment for 
example by use of specific co-constructed ‘rubrics’ 

 

 

6. develop subject specific literacies through games and 
drama 

 

 

7. develop context-rich games-based drama approaches 
which focus on skills and knowledge: problem 
identification, problem-knowing and problem solving 

 

8. construct tasks which encourage use of spontaneous 
language and risk-taking, improvisation, play and 
exploration with learners 

 

9. design tasks to stimulate cognitive and affective processes  

 

 

10. engage in dynamic assessment, which is sensitive to 
appropriate language learning, literacies and 
plurilingual/cultural contexts 
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 Learning ecologies which nurture: 

 

 

11. teachers as ‘framers’ of learning experiences with 
cognitive and affective support for learners through 
scaffolding for specific strategies and skills 

 

12. growth mindsets, mentoring, scaffolding 

 

 

13. learner engagement and mastery, resilience 

 

 

14. learners as enquirers where roles are fluid and multi-
sensorial activity the ‘norm’ 

 

 

15. exploration of creativity (e.g. through inputs, creative 
problem-solving heuristics, Type B) 

 

 

16. creating stimuli with a difference to motivate and grow 
learner agency and dialogic meaning-making 

 

 

17. improvisation, which is negotiated and accepting, where 
different roles are explored especially ‘third space’ 
intercultural  

and plurilingual potential is shared  

 

 

18. teacher confidence to think outside the box- to take risks 
in design of tasks and activities 
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19. ecological development of co-thinkers(co-artists) role 
reversal (TiR and MoE) in both factorial and fictional 
settings 

 

 

20. exposure to and development of authentic language in 
pluricultural contexts  

 

 

21. teachers in developing confidence as expert practitioners 
experimenting and reflecting on the PbC approach (e.g. 
practitioner research) 

 

 

22. a culture of collaboration through PbC network to share 
expertise and experiences 
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Appendix: Delphi Notes 

 
Drama, myth and parable 5 https://discovered.ed.ac.uk/primo-
explore/fulldisplay?docid=TN_tayfranc10.1080/1356978970020102&context=PC&vi
d=44UOE_VU2&search_scop=default_scope&tab=default_tab&lang=en_US 
 
 
 

Drama is a way of making and telling stories. 

[…] it is useful to make a broad distinction between two common ways we use story. 

The first is that we often tell stories to remind ourselves of what we already know, to 

confirm our view that the world is, essentially, the place we thought it was. The second 

is that we tell stories to challenge our perceptions and beliefs by putting them to the 

test. 

This contrast of purpose in story corresponds to the model of theatrical performance 

proposed by Beckerman (1990) and quoted by Winston (1996), which distinguishes 

between two main types of performance, the iconic and the dialectic. The iconic 

performance uses dramatic forms which express and celebrate social and cultural 

values shared by the audience; the dialectic performance, by contrast, challenges 

these values by setting them against each other and dividing the audience's 

empathies. 

  

Drama teachers recognise the iconic function of certain types of dramatic activity in 

school, but they tie their main aims for learning in drama to the dialectical process. 

Typically, they give high priority to problem-solving: through dramatic enquiry, 

children engage with problems and seek ways of resolving them; as they empathise 

with fictional characters and situations, they think critically, identify different points of 

view, weigh up possibilities, anticipate outcomes, and try out alternative courses of 

action. This, in brief, is the process of learning in drama. 

  

The notion of problem-solving in drama assumes a type of dialectic which points 

towards the possibility of resolution and progression. In some drama, however, the 

problems under scrutiny resist solution. The purpose then is not so much to get 

around the problem but to expose the nature of the problem itself. Within this type 

of dramatic dialectic, the learning that takes place is qualitatively different. In simple 

terms, this can be expressed as the difference between problem-solving and problem-

knowing. 

Story types:   MYTH | APOLOGUE | ACTION | SATIRE | PARABLE 
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[…] the concept of making meaning through interaction between the fictional form of 

story and the real world seems similar to that of metaxis. Deriving from the work of 

Boal, the term 'metaxis' refers to the way in which participants in drama learn by 

holding two worlds in mind at the same time—the real world of actual experience and 

the fictional world of the imagination. 

  

As human beings, our reality is made up of an interconnecting web of stories which 

define our world and determine the way we think and behave. We live within stories 

on the personal level, in family, society, nation and race; our sense of 'reality', that is, 

what we think of as 'real', is located neither in our minds alone, nor in the external 

world, but in the interplay between the two, created in language and story.  
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Barbara Hardy (1968) expressed the same notion with her now famous assertion that 

narrative is 'a primary act of mind': 

          

...we dream in narrative, daydream in narrative, remember, anticipate, hope, 

despair, believe, doubt, plan, revise, criticise, construct, gossip, learn, hate 

and love by narrative. 

  

We make sense of experience by making up stories about ourselves, the people we 
know, and about social events in the past and in the future. Hardy also says that the 
distinction we like to make between fantasy  
and reality is itself a fiction, for fictional worlds are made up of real as well as imaginary 

events and experience, and history, personal and social, is, in part, fantasy. Within this 

conceptual view, the dividing line between 'real' and 'fictional' worlds is not so clear-

cut. 
  
[…] the story of action has no overall purpose to promote or attack a particular 

viewpoint or belief. Its narrative purpose is essentially exploratory. Most dramas in the 

classroom are, essentially, stories of action: children take on roles of archaeologists 

investigating the past, scientists making discoveries in a laboratory, […]. Each 'world' 

has its own patterns of behaviour, codes and rituals which shape and give life to the 

drama. 

  
Myths are stories without organised form. Unlike many other stories we know, they 

have no specific authorial point of creation, but have evolved over time. 

  

Whereas the story of action works towards solving problems, parable leaves them 

exposed. In parable, the primary objective is not problem-solving, but problem-

knowing. 

  

In drama, simple tensions create strong motivation and sense of purpose, leading to 

exciting dramatic moments in the process towards resolution.  

 
 
 

·         A story must appeal to the imagination, but in doing so it has another aim 
connected with how we use stories to make sense and meaning 

  
·         through dramatic enquiry, children engage with problems and seek ways 
of resolving them; as they empathise with fictional characters and situations, they 
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think critically, identify different points of view, weigh up possibilities, anticipate 
outcomes, and try out alternative courses of action. This, in brief, is the process 
of learning in drama. The notion of problem-solving in drama assumes a type of 
dialectic which points towards the possibility of resolution and progression. In 
some drama, however, the problems under scrutiny resist solution. The purpose 
then is not so much to get around the problem but to expose the nature of the 
problem itself. Within this type of dramatic dialectic, the learning that takes place 
is qualitatively different. 
·         In simple terms, this can be expressed as [two types of dialectic] the 
difference between problem-solving and problem-knowing. The practice of many 
drama teachers demonstrates the difference between these types of dialectical 
purpose in drama. In their discourse, however, they rarely make reference to it, 
yet embedded within the distinction lie important implications about how the 
type of dialectic in drama may shape the type of learning that pupils gain from it 
·         reference to the dialectic in types or modes of story which are common to 
all narrative forms, told, written and enacted 
·         Story types: MYTH APOLOGUE ACTION SATIRE PARABLE establishes 
defends it investigates it attacks it subverts it the world on first view, the concept 
of making meaning through interaction between the fictional form of story and 
the real world seems similar to that of metaxis. Deriving from the work of Boal, 
the term 'metaxis' refers to the way in which participants in drama learn by 
holding two worlds in mind at the same time—the real world of actual 
experience and the fictional world of the imagination. In Crossan's schema, 
however, the 'real' and the 'fictional' have a more complex relationship which 
resists their division into separate concepts. The different story modes in the 
spectrum relate not to a world outside story, Drama, Myth and Parable that is, a 
world which story describes and imitates, but to the world inside story, the world 
which story creates and defines. 

  
·         If we accept the premise that story creates rather than describes the world 
we live in, it becomes important to differentiate modes of story. 

  
·         How do the different modes of story in the spectrum determine our sense 
of reality? I shall begin at the centre with stories of action, but my main concern 
will be with the story forms at the opposite ends—myth and parable. The two 
other forms, apologue and satire, are less important in the present argument and 
will be mentioned only in reference to their functional links with myth and 
parable. 
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·         Barthes (1972) described myth as a language by which we perceive the 
world, a language made up of signs, symbols and messages embedded and 
obscured within everyday cultural forms such as cars, films, advertising, science, 
technology, photography, sport and politics. These embedded structures and 
patterns associated with specific features of society create a sense of our time, 
past and future, they define our world. 

  
·         Teachers work from the known, drawing on material, themes and ideas 
rooted in the students' own experiences and their knowledge of cultural 'stories', 
and, through the drama, enable the students to develop new concepts of 
thought and feeling, and bring about a change of understanding. Each drama is, 
in effect, a story event. In the process of its creation, the teacher intervenes at 
critical points to focus ideas, introduce the unexpected, cut across the familiar, 
and to set challenges, each intervention determined by the teacher's objectives 
for the type and quality of the students' learning. 

  
·         We examine causes and find resolutions, though not always without some 
pain and frustration. A much more disturbing experience for us, however, is living 
with a "problem and not knowing what is causing it. Such tensions are usually 
complex in nature. One way of coping is to simplify them, but this carries the risk 
of perceptual distortion. A more constructive strategy is to explore the 
component parts of the tension. Knowing what makes problems is one of our 
best defences against a sense of chaos. 
 
My key messages interpreted from the article   

 
● Drama pedagogies for meaning-making/sense-making through interaction 

between fictional forms of stories and the real world (metaxis) 
● Difference between problem-solving and problem knowing 
● The role of drama enquiry as a pedagogic approach which needs to combine 

with pluriliteracies for PbC (the language needed to engage and the literacies 
understanding required - genre and modes of story represented in cars, films, 
adverts, science. technology). 

● Differences between myths and parables 
● The kind of skills which this approach can develop in learners e.g. Critical 

thinking   
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Bridging Pedagogies: Drama, Multiliteracies, and the Zone of Proximal 
Development 6. Leonora MacyPages 310-323 | Published online: 23 May 2016 
 
  
 […] all good instruction should be aimed at the learner’s ZPD so that students are 

engaged in instructional activities that are too difficult to perform independently but 

have their learning supported by an adult or capable peers. 

  

The New London Group (NLG, 2000) asserted, “Teachers and managers are seen as 

designers of learning processes and environments, not as bosses dictating what those 

in their charge should think and do” (p. 19). 

  

NLG clearly associated its pedagogy of multiliteracies with Vygotskian perspectives 

by suggesting that human knowledge is developed through collaborative interactions 

with people of diverse skills, backgrounds, and perspectives, who are joined together 

as a community of learners engaged in the socially and culturally established domains 

of knowledge. 

  

The two pedagogies of Vygotsky and the NLG share important overlaps that can 

inform how educators approach both their practice and the design of specific learning 

activities. 

  

Drama is an ideal vehicle for creating a learning environment that is conducive to 

Vygotsky’s notion that good learning occurs in advance of development (Davis, 1986). 

Similarly, Wagner (1998) placed drama activities within the ZPD. She posited that 

because “teacher-led drama in the classroom is a powerfully social act which engages 

the intellect and the emotions, it is an activity that actively engages children in learning 

in their ZPD” (p. 21). Further, she argued that both drama and collaboration foster 

children’s creation of the ZPD for one another. Wagner suggested that when students 

are engaged in teacher-directed classroom drama activities, they take on the 

language and personae of adults. This shift into the adult world thrusts the students 

into a development level that is above their actual level. 

Additionally, in the world of drama, students are engaged in a social event. This also 

situates the event within the ZPD, as the students negotiate a common vision of the 

“as if” world. Wells (2000) indicated that social constructivism, based on Vygotskian 

theory, calls for both exploratory and collaborative approaches to learning and 

teaching. 
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NLG (2000) explained: 

Our view of mind, society and learning is based on the assumption that the 

human mind is embodied, situated, and social. That is, human knowledge is 

embedded in social, cultural and material contexts. Further, human knowledge 

is initially developed as part and parcel of collaborative interactions with others 

of diverse skills, backgrounds and perspectives joined together in a particular 

epistemic community, that is, a community of learners engaged in common 

practices centred on a specific (historically and socially constituted) domain of 

knowledge. (p. 30) 

  

  

The NLG used this view of mind, society, and learning to argue that pedagogy is a 

complex integration of four factors […]: situated practice, overt instruction, critical 

framing, and transformed practice. Situated practice is the immersion in a community 

of learners engaged in authentic practice. NLG (2000) observed that in situated 

practice teachers guide learners as masters of practice: “An efficacious pedagogy 

must seek critical understanding or cultural understanding” (p. 32). Critical 

understanding is conscious awareness and control over what is being learned. The 

NLG discussed overt instruction as a way for learners to gain conscious awareness. 

However, they argued that overt instruction does not necessarily give rise to critical 

understanding or cultural understanding. Children need to stand back from what they 

are studying and view it critically in relation to its context. This the researchers termed 

critical framing. The last factor of their pedagogy is transformed practice, which relates 

to the learner’s ability to place new learning in other contexts or cultural sites.  […] 

these four factors are prevalent in language arts through drama lessons that have 

been planned to create learning situations that immerse the learner in meaningful 

activities within a classroom community. 

      

NLG (2000) stated: 
There is ample evidence that people do not learn anything well unless they are 

both motivated to learn and believe that they will be able to use and function 

with what they are learning in some way that is in their interest. Thus, the 

Situated Practice that constitutes the immersion aspect of pedagogy must 

crucially consider the affective and sociocultural needs and identities of all 

learners. It must also constitute an arena in which all learners are secure in 

taking risks and trusting the guidance of others—both peers and teachers. (p. 

33) 

  



21.12.2018  

 32 

Reflection is an essential aspect of drama. 
  

[…] it is the understanding that students are constructors and co-constructors of 

meaning that is reflected when the arts are incorporated into the learning event. 

  

The teacher as designer and artist moves students into the ZPD, where a dialectic 

between the everyday concepts (the student’s prior knowledge) and scientific 

concepts (what the student is learning) occurs. Within the ZPD, the teacher, as the 

expert, immerses the students in meaningful practice, paying attention to the affective 

and sociocultural needs and identities of the learner. According to NLG (2000), 

Situated Practice must “constitute an arena in which all learners are secure in taking 

risks and trusting the guidance of others—both peers and teachers” (p. 33). The 

reason that I place Situated Practice within the ZPD is that within this pedagogy, 

evaluation is used developmentally to guide learners and not as judgment of the 

learning (NLG, 2000). Within the ZPD, I also place Overt Instruction. The NLG (2000) 

stated that Overt Instruction “includes centrally the sorts of collaborative efforts 

between teacher and student wherein the student is both allowed to accomplish a 

task more complex than they can accomplish on their own. … The goal here is 

conscious awareness and control over what is being learned” (p. 33). 

 
Inquiry learning, drama and curriculum integration 
http://go.galegroup.com.ezproxy.is.ed.ac.uk/ps/i.do?id=GALE%7CA316203645&v=
2.1&u=ed_itw&it=r&p=AONE&sw=w 
 
 
 

Set: Research Information for Teachers (Wellington). .3 (Nov. 2012): p32+. 

 [Drama as enquiry learning using Mantle of Expert technique as an example] 
● Core principles that typify inquiry learning. These include a generally 

accepted framework for inquiry, which may look something like this: identify a 
problem, ask questions, investigate the problem, gather data, evaluate what 
was found, suggest solutions, and take action on outcomes (Cox, Calder, & 
Fien, 2010; Hutchings, 2007; Lee, 2012). 

●  Most models recognise that the process is seldom linear and that steps are 
often revisited, depending on the inquiry at hand. 

 
● process will be student-driven, with students rather than teachers being the 

major researchers and creator 
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KEY POINTS 
 
* Inquiry learning, in the form of Mantle of the Expert, was explored by teachers 
during a research project into arts-based integration. 
* The underlying assumption of inquiry learning is that children learn best when they 
are motivated to explore issues of importance to them, and that they can discover, 
understand and act for themselves. 
* Mantle of the Expert has several features that enhance inquiry learning: a fictional 
yet authentic content; the repositioning of students as experts; the affective nature 
of engagement; and the requirement to engage ethically with issues as they arise. 
* Several curriculum areas were integrated,  
Evidence tells us that students learn best when teachers: 
* create a supportive learning environment 
* encourage reflective thought and action 
* enhance the relevance of new learning 
* facilitate shared learning 
* make connections to prior learning and experience 
* provide sufficient opportunities to learn 
* inquire into the teaching--learning relationship. 
 
The case studies were found to highlight values associated with integrity, ecological 
sustainability, curiosity and critical thinking (Ministry of Education, 2007, p. 10). 
 
 
As Bolsead (2011) argues, it is fruitful to think about how the arts can be partnered 
with other curriculum areas in ways that allow each to contribute their own 
distinctive richness and complexity to the learning process. (p. vii) 
 
Inquiry learning is founded on a social constructivist approach to learning, in that it 
is based on the assumption that knowledge is built from individual and collaborative 
endeavor rather than didactic teaching practices. The underlying assumption is that 
children learn best when they are motivated to explore issues of importance to 
them, and that they can discover, understand and act for themselves. 
 
[...] here are a number of core principles that typify inquiry learning. These include a 
generally accepted framework for inquiry, which may look something like this: 
identify a problem, ask questions, investigate the problem, gather data, evaluate 
what was found, suggest solutions, and take action on outcomes (Cox, Calder, & 
Fíen, 2010; Hutchings, 2007; Lee, 2012). […]…. the process is seldom linear and […] 
steps are often revisited, depending on the inquiry at hand.  
 
Other principies of inquiry are that the process, will be student driven, with students 
rather than teachers being the major researchers and creators. 
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It is also important that problems for investigation and inquiry questions are 
authentic and important to the learner. Perhaps the key feature of inquiry learning is 
that it is open-ended and has no predetermined target knowledge or endpoint to 
be achieved. Thus, the inquiry process is less about reaching solutions and more 
about tolerating ambiguity, wrestling with ideas and deepening understanding. In 
this way it resonates with the complexity, nuance and subtleties of life. 
 
Inquiry learning works towards students owning the direction of their learning. The 
teacher's role is that of guide and facilitator of the learning process. The teacher 
needs to provide time, resources and skilful questioning, along with opportunities 
for sharing work in progress, collaboration, reflection and presentation. A challenge 
in collaborative inquiry learning is to provide learners with exactly the support they 
need, balancing independent, open-ended exploration with guidance for individual 
learners. 
 
 
Mantle of the Expert is an inquiry-learning approach that, crucially, incorporates 
drama. Teachers and students go into role as members of an imaginary company or 
responsible team carrying out an important commission for a high-status client.  
 
Positioning children as capable knowers and interpreters of their world is central to 
Mantle of the Expert.  
 
 
 

Planning Process Drama, Enriching teaching and learning Second edition, Pamela 
Bowell and Brian S. Heap, 2013, David Fulton https://discovered.ed.ac.uk/primo-
explore/search?query=any,contains,Planning%20Process%20Drama%20Enriching%2
0teaching%20and%20learning%20Second%20edition%20Pamela%20Bowell%20and
%20Brian%20S.%20Heap%202013,%20David%20Fulton&tab=default_tab&search_s
cope=default_scope&vid=44UOE_VU2&offset=0 
 
 

 
As long ago as 1966, Jerome Bruner endorsed this view in Towards a Theory of 
Instruction, when he suggested that a learner needs to participate actively in the 
learning process and that a child’s feelings, fantasies and values need to be 
incorporated into lessons so that knowledge becomes personalised. The drama 
process makes this possible. By its nature, it affords the chance for first-hand 
interactive learning experience. In creating a world within a drama and inviting 
learners to invest directly and actively something of themselves in it, the teacher 
creates the opportunity for understanding to be perceived, which is directly 
transferable to the real world. 
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We realise that on the face of it, this might seem p 
 
aradoxical. After all, by its nature drama is make-believe, a fiction, and therefore could 
be viewed as an escape from reality rather than the reverse. However, to accept this 
is to ignore the root of the drama process, which is the way in which children make 
sense of the world around them. That is, through using dramatic play to practise life. 
 […] because drama is a social, interactive arts process, it creates experiences that 
enable the development of cognitive, emotional, social, cultural and creative 
understanding and skills. 
  
Process drama is a term used to describe the type of drama in which performance to 
an external audience is absent but presentation to the internal audience is essential. 
  
[…] in process drama the participants, together with the teacher, constitute the 
theatrical ensemble and engage in drama to make the meaning for themselves 
  
  
[…]  participants in process drama will not normally be involved with learning and 
presenting lines from a pre-written dramatic text – a play – but will be ‘writing’ their 
own play as the narrative and tensions of their drama unfold in time and space and 
through action, reaction and interaction. 
  
  

These planning principles are 

namely: 

1 theme/learning area 

2 context 

3 roles 

4 frame 

5 sign 

6 strategies. 

  
‘Does drama really always have to be about people and the human condition?’ 

Actually, yes it does. […]  if the teacher really thinks about it, even a learning area like 

‘seismology’ has within it the potential for drama, provided it is approached from the 
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point of view of the impact of nature upon people – for example, the impact of 

earthquakes and volcanoes on different civilisations, 

  
[…] all curricula address at least some aspects of human experience and this is the key 
to bringing drama and the rest of the curriculum together to enable learning. 
  
 […] one of the cornerstones of process drama is the innate predisposition of children 
to take on imagined roles and place themselves in imagined circumstances in order 
to understand the world in which they live 
  
[…] drama is a powerful means of enabling personal expression. However, this needs 
to be fostered within a framework that is disciplined and structured but not strictured. 
It is also essential to remember that drama is a collective, social art form that is created 
by participants working collaboratively. 
 
One of the cornerstones of process drama […] is a recognition that learners who gain 
a sense of ownership about their learning by having the opportunity to help shape its 
direction have a greater commitment to it and gain more from it as a result. 
  
Dramatic tension is the fuel that fires the imperative for action in a play 
  
Goffman uses ‘frame’ to refer, essentially, to the viewpoint individuals will have about 
their circumstances, which helps them to make sense of an event or situation, and to 
assess its likely impact upon themselves as individuals. 
  
[…] ‘frame’ is the most important process drama planning principle of all. Getting this 
one right really does go a long way to ensuring that the drama you create with your 
students will be of high quality and, therefore, offer the greatest learning opportunity 
  
It is the job of teachers to enable those we teach to come to understand the world 
around them in order that they can function more successfully within it. This means 
that we are constantly seeking to enable students to go from the known to the 
unknown so that they meet new ideas, concepts and understandings or are enabled 
to gain new insights and shifts in perceptions about things they know already 
  
In the theatre, objects, light, sound and words are organised for significance. 
  
 […] signs that are prepared in advance can be regarded as your teaching materials 
for the lesson. Some may be concerned with helping to transform your working space, 
some will be used to evoke a mood, some to foreshadow events of the unfolding 
drama, some to create absent others 
--- 
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[…] in process drama there is no watching audience, 
  
[…] process drama implies a relationship between teacher and students that is based 
on a collaborative approach to the learning. It rests on a partnership in which the 
teacher doesn’t present herself as ‘the one who knows all’. Rather, the learning 
contract will be one which recognises that both teacher and students need to 
contribute to the creation and development of the drama 
  
[…]  a preparatory discussion or other context building activities would be desirable. 
  
[…] When we participate in process drama, as in all types of drama, we walk in the 
shoes of others and see the world through their eyes. Drama is concerned with the 
ways in which human beings engage with each other and build relationships. Damasio 
contends that emotion is the first step in the process that leads to learning. Drama is 
a socio-cultural entity that engages the participants on an emotional level and in doing 
so builds their commitment to it, so that there is the greatest opportunity for learning. 
 
 
Process drama and intercultural language learning: an experience of contemporary 
Italy 9  
https://www.tandfonline.com/doi/full/10.1080/13569783.2010.495272 
 

● process drama can offer participants the possibility to experience dramatic 
worlds, reflect, analyse and change as a result of the experience; it engages 
the body and the mind not only to produce appropriate language, but also to 
express emotions and ideas through non-verbal communication, arguably a 
fundamental dimension to language learning.  

●  
 

● process drama is ‘a potent means by which perception and expression may 
be heightened’ (2005, 60), generating effects that endure in time, as both 
leader and participants are touched and transformed by the experience they 
cocreate.  
 

● This definition pinpoints the core notion of intercultural awareness, in terms of 
experiencing otherness and analysing that experience. It also resonates with 
principles of intercultural language learning, and its goal of meaning-making. 
 

●  Bhabha (1994) has defined as the ‘third space’, the hybridised culture that 
emerges where two different cultures meet. Bhabha’s ‘third space’ theory is 
useful to contextualise intercultural discourse.  In a language learning context, 
theorists adapted Bhabha’s notion arguing that learning an AL is like stepping 
into a ‘third place 
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● Greenwood framed it within process drama, arguing that this approach can 
be used as an agent for change within the ‘third space’ to understand, 
interpret and represent the ‘third culture’ created between intercultural 
encounters (2001, 196). 
 

● Kramsch (1993) defined this as the intermediary place, the common grounds 
for the interaction between existing sets of meanings (from the native culture) 
and alternative sets of meanings (from the target culture). In this sense, the 
‘third place’ is not a fixed point common to all learners, but is rather a 
negotiable space between self and other; it is a dynamic space being 
renegotiated with every intercultural interaction. 

●  The experience of the process dramas followed by the communicative 
forums provided opportunities for learners to reflect on such ‘third place’, 
enabling them to get an insight into how their perceptions are culturally 
mediated by their own language and culture and by the language and culture 
they were studying. Analysing and reflecting on experiences encountered in 
the dramatic worlds managed to trigger in participants that transformation of 
consciousness which occurs when entering a ‘third space 

● Two strategies to enhance intercultural awareness were identified:  
(1) manipulation of aesthetic distance ( to experience distancing and/or 

empathising with characters and situations e.g. strategies used to increase 
distance (de-centring) and reduce distance (empathising) 

(2) the communicative forums ( to reflect and negotiate meaning. They 
were presented with some intercultural issues drawn from Sottopaga! Non si 
paga! (Fo and Rame 2008)  to create a student-centred environment and a 
cultural synergy, two conditions necessary to create intercultural awareness.  

 
● Once these conditions were in place, it was possible for participants to enter 

what Kramsch (1993) defined ‘the third place’, an intermediary place, for the 
interaction between existing and alternative sets of meanings. 

  
● Intercultural growth consisting of (i) decentring from cultural codes, (2) 

experiencing otherness and (3) enhancing intercultural awareness. 
● Highlights the synergy between process drama and intercultural language-

learning pedagogies. To this regard, more research is needed to validate the 
benefits of process drama across a wider range of contexts and language 
proficiencies. 

 
as Scarino and Liddicoat (2009) point out, communicative tasks tend to focus 
excessively on spontaneous language, as opposed to purposeful language; thus 
without purpose, language interaction in the AL classroom is sometimes reduced to 
‘a sterile pointless activity’ (2009, 38). [9] [PA] 
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process drama, an approach which claimed to enhance motivation and 

communicative competence (Kao and O’Neill 1998). 

  

Communicative language teaching resources do model language structures but do 

not focus on experience and reflection. the very structure of process drama can 

provide a structure to mould the cyclic process of experience, reflection, analysis and 

action; it actually draws on experience and reflection as a pivotal point for learning, 

turning implicit meaning-making into explicit knowledge (O’Toole and Dunn 2002, 

24). Indeed, process drama can offer participants the possibility to experience 

dramatic worlds, reflect, analyse and change as a result of the experience; it engages 

the body and the mind not only to produce appropriate language, but also to express 

emotions and ideas through non-verbal communication, arguably a fundamental 

dimension to language learning. As research in the last decade has shown, process 

drama has been used to support AL learning by enhancing speakers’ confidence, 

fluency and motivation to communicate in the target language (Kao and O’Neill, 

1998). 

  

Bowell and Heap have argued that process drama is ‘a potent means by which 

perception and expression may be heightened’ (2005, 60), generating effects that 

endure in time, as both leader and participants are touched and transformed by the 

experience they cocreate. 

  

…to experience otherness from a different spatial, temporal or psychological 

dimension. It is exactly this condition, according to Fleming (2003), which makes 

process drama a unique intercultural tool.  

  

  

The study confirm that process drama is a significant approach to support intercultural 
awareness and highlights 
 the synergy between process  drama and intercultural language-learning 
pedagogies. 
  
More research is needed to validate process drama across a wider range of contexts 
and language proficiencies. 
  
If we accept the premise that story creates rather than describes the world we live in, 

it becomes important to differentiate modes of story. How do the different modes of 

story in the spectrum determine our sense of reality? 

  



21.12.2018  

 40 

The drama process draws upon this natural ability to create imaginary situations 

through which to explore real experiences: upon our ability to willingly suspend 

disbelief so that the upturned table is a sailing ship or the school hall is a rainforest 

when we want them to be. Drama has the ability to link different areas of experience 

by putting together the faces of fantasy and reality. 

  

The important thing to realise is that drama always has to have content. It has to be 

about something. So, it offers two strands of learning opportunity that are both 

always present – learning about the nature of drama and learning through drama 

about other things. It may be that the teacher and/or students decide to focus on 

one or other at any given moment, but they are both there, always. 
 

 

 

  

The very structure of process drama can provide a structure to mould the cyclic 

process of 

experience, reflection, analysis and action; it actually draws on experience and 

reflection as a pivotal point for learning, turning implicit meaning-making into 

explicit knowledge (O’Toole and Dunn2002, 24). 

  

Based on an inductive analysis of the data, I identified an evolving pattern of 

intercultural growth among participants consisting of: decentring from cultural 

codes; experiencing otherness; enhancing intercultural awareness (Figure 1). 
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Process drama and intercultural language learning: an experience of contemporary 

Italy Piazzoli. 2010 Pedagogy document 2 

  

The findings confirm that strategies of manipulation of distance crafted within a 

‘process drama’ approach can be successful in enhancing intercultural awareness in 

an Additional Language learning context. 

Drawing on Goffman (1959), intercultural language learning theorists argue that the 

interaction between teachers and students of Additional Languages is dependent on 

the perceptions that each individual brings to the constant mutual monitoring of 

classroom discourse. 

Communicative tasks tend to focus excessively on spontaneous language, as 

opposed to purposeful language; thus, without purpose, language interaction in the 

AL classroom is sometimes reduced to ‘a sterile pointless activity’… 

So: position learners as interpreters and makers of meaning… create programmes 

that thrive on the unpredictable nature of language, …intercultural awareness [] ‘the 

awareness of experiencing otherness and the ability to analyse the experience 

acting upon the insights into self and other which this analysis can bring’ 

  

The very structure of process drama can provide a structure to mould the cyclic 

process of experience, reflection, analysis and action; it actually draws on experience 

and reflection as a pivotal point for learning, turning implicit meaning-making into 

explicit knowledge 

process drama can offer participants the possibility to experience dramatic worlds, 

reflect, analyse and change as a result of the experience; it engages the body and 

the mind not only to produce appropriate language, but also to express emotions 

and ideas through non-verbal communication, arguably a fundamental dimension to 

language learning. 

  

manipulation of distance [] encourage(s) participants to experience otherness from a 

different spatial, temporal or psychological dimension. 

Envisaging distance on a continuum informed my design process, enabling me to 

experiment ways to stimulate participants to receive those insights into ‘self and 

other’ 

increased degrees of distance to encourage de-centring, through ‘reflection and 

critical examination on one’s previous emotion’ 
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decreased degrees of distance to create empathy, or the ‘projection of one’s own 

emotional life into the character-images’ 

expose participants to an external cultural system, related to neither their culture nor 

to the target culture, as a way to distance themselves from their perceptions. 

Two conditions: for intercultural inquiry in the communicative forums: establishing a 

student-centred environment and fostering a cultural synergy between facilitator and 

participants. Once in place, we were able to enter what Bhabha (1994) has defined as 

the ‘third space’, a concept that embodies the interface between the encounters of 

two cultures. 

The ‘third space’, the hybridised culture that emerges where two different cultures 

meet. Bhabha’s ‘third space’ theory is useful to contextualise intercultural discourse. 

This approach can be used as an agent for change within the ‘third space’ to 

understand, interpret and represent the ‘third culture’ created between intercultural 

encounters. 

The common grounds for the interaction between existing sets of meanings (from 

the native culture) and alternative sets of meanings (from the target culture) 

Analysing and reflecting on experiences encountered in the dramatic worlds 

managed to trigger in participants that transformation of consciousness which 

occurs when entering a ‘third space’. 

  

It is essential for teachers and students to acknowledge their cultural identities and 

use them as learning resources. Cultural synergy, they argue, has a deep effect on 

classroom discourse bridging different perspectives and attitudes 

an evolving pattern of intercultural growth among participants consisting of: de- 

centring from cultural codes; experiencing otherness; enhancing intercultural 

awareness 

drama can be perceived threatening by those participants who are not ready to let 

go of their concerns in the real dimension, to transpose them to a symbolic 

dimension 

T study confirms previous literature arguing that process drama is a significant 

approach to support intercultural awareness (Fleming 1998, 2003) and highlights the 

synergy between process drama and intercultural language 

 

Inquiry learning drama and curriculum integration .PDF Number 1 

MANTLE OF THE EXPERT, NZ 

Mantle of the Expert has several features that enhance inquiry learning: a fictional 

yet authentic content; the repositioning of students as experts; the affective nature 



21.12.2018  

 43 

of engagement; and the requirement to engage ethically with issues as they arise 

(REPEATED POST EVIDENCE). 

 

The underlying assumption is that children learn best when they are motivated to 

explore issues of importance to them, and that they can discover, understand and 

act for themselves. 

[There are] core principles that typify inquiry learning. These include a generally 

accepted framework for inquiry, which may look something like this: identify a 

problem, ask questions, investigate the problem, gather data, evaluate what was 

found, suggest solutions, and take action on outcomes. 

The process is seldom linear and that steps are often revisited… 

…the inquiry process is less about reaching solutions and more about tolerating 

ambiguity, wrestling with ideas and deepening understanding. In this way it 

resonates with the complexity, nuance and subtleties of life. 

  

the study scrutinised the connections children and teachers make between the arts 

and other learning areas, the influence such connections have on their engagement 

and learning, and the opportunities children have for shared decision making when 

negotiating the curriculum. 

  

the children grouped themselves into teams centred on a particular key question, 

collaboratively worked out ways of locating information to find out answers, and 

allocated investigative tasks to each member. 

  

[MoE enhances IDL]: several factors are central to this: the fictional yet authentic 

context, the repositioning of students as experts, the affective nature of 

engagement (the fact that children deeply care about what they are doing), and the 

requirement to engage ethically with issues as they arise. 

  

Bridging Pedagogies: Drama, Multiliteracies, and the Zone of Proximal 

Development 

Leonora Macy 

2016 

[I don’t like this article much – there isn’t much evidence for the use of drama, what 

she means by the term is not defined and her claims are not substantiated, the 

lesson illustrated is very teacher-led. However, the theory bit is more useful. Happy 

to be corrected!] 
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Wertsch (1984) posited that Vygotsky’s ZPD begins with the idea that the path to 

learning is from social interaction to internalized independent functioning… it moves 

from other-regulated to self-regulated performance, and educators are called upon 

to design learning opportunities that facilitate this transition. 

The New London Group (NLG, 2000)… suggested that the notion of design has a 

powerful connection to the creative intelligence that is needed to continually 

redesign activities in the very act of practice… 

… pedagogy is a complex integration of four factors: Situated Practice based on the 

world of learners’ Designed and Designing experiences; Overt Instruction through 

which students shape themselves an explicit metalanguage of Design; Critical 

Framing, which relates meanings to their social contexts and purposes; and 

Transformed Practice in which students transfer and re-create Designs of meaning 

from one context to another. (NLG, 2000, p. 31) 

Drama is an ideal vehicle for creating a learning environment that is conducive to 

Vygotsky’s notion that good learning occurs in advance of development (Davis, 

1986)… 

Wagner (1998)… posited that because “teacher-led drama in the classroom is a 

powerfully social act which engages the intellect and the emotions, it is an activity 

that actively engages children in learning in their ZPD” (p. 21) 

Wells (2000) In joint activity, participants contribute to the solution of emergent 

problems and difficulties according to their current ability to do so; at the same 

time, they provide support and assistance for each other in the interests of achieving 

the goals of the activity as these emerge in the situation…participants with relatively 

little experience can learn with and from each other, as well as from those with 

greater experience. (pp. 56–57) 

the ZPD recognizes “the central role of language—and, more generally, all modes 

of shared meaning- making—in the coordination and interpretation of joint activity” 

(p. 57) 

Halliday (2003) Language is the essential condition of knowing, the process by which 

experiencing becomes knowledge (p93) 

For Vygotsky, language functions as a mediator of social activity that enables 

participants to coordinate and renew their actions through external speech (Wells, 

1994). Language is also the tool that mediates mental activities in the internal 

discourse of inner speech (Vygotsky, 1987). Halliday (1993) described language as a 

social semiotic. By this, he meant that language is interpreted in a sociocultural 

context, and that culture itself needs to be interpreted in semiotic terms as an 
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information system. He extended this idea by noting that language consists of text, 

or discourse. This means that meaning is exchanged in interpersonal contexts of one 

kind or another. 

A child’s experience and independent thinking: “everyday concepts”; learned in 

school: “scientific concepts.” Vygotsky (1986) saw a dialectic between these… The 

process of acquiring scientific concepts reaches far beyond the immediate 

experience of the child, using this experience in the same way as the semantics of 

the native language is used in learning a foreign language. In learning a new 

language, one does not return to the immediate world of objects and does not 

repeat past linguistic developments, but uses instead the native language as a 

mediator between the world of objects and the new language. Similarly, the 

acquisition of scientific concepts is carried out with the mediation provided by 

already acquired concepts. (p. 161) 

The teacher as designer understands that when students are responsible for their 

learning, the design process becomes more complex because students’ responses 

are not always predictable… 

O’Toole and Dunn (2001) suggested that the “emotional residue of drama can be 

channelled into valuable transformative tasks, such as writing and artwork” (p. 23) 

It is essential that an educator’s repertoire of theoretical possibilities continually 

be revisited alongside emerging models and ideas. 

 

 

 

 


